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Foreword 


The  NEA/SECCA  Southeastern  Artists  Fellowship 
program,  now  in  its  sixth  year,  demonstrates  what 
SECCA  represents,  possibly  better  than  anything  else 
we  do.  SECCA  attempts  to  locate,  identify,  support  and 
exhibit  the  Southeast's  most  outstanding  artists.  This  is 
exactly  what  this  program  does.  We  felt  from  the 
beginning  of  this  endeavor,  that  although  it  was  vitally 
important  to  reward  artistic  achievement  by  offering 
monetary  fellowships,  it  was  equally  important  to  show 
the  public  why  these  artists  were  selected  by  offering  a 
major  exhibition  of  the  fellowship  recipients'  work.  It  is 
rewarding  to  note  that  other  fellowship  programs  are 
beginning  to  follow  this  format.  We  have  always  felt, 
and  it  has  been  proven,  that  the  exhibition  aspect  of  this 
program  has  been  well  received  and  benefits  both  the 
artists  and  the  public. 

Ted  Potter 
SECCA  Director 


Common  denominator 

By  Lee  Hansley 

SECCA  Associate  Curator 

In  mounting  an  exhibition  such  as  the  Southeast  Seven  V,  the 
curators  know  long  before  the  first  details  of  the  show  are 
worked  out  what  the  exhibition  will  not  be.  It  will  not  have  a 
unifying  theme  as  to  style,  subject  matter  or  probably  even 
media.  It  will  not  be  an  exhibition  denoting  trends  in  art  and, 
though  this  exhibition  is  restricted  by  the  geographical  bounds 
of  a  predetermined  eleven-state  region,  it  will  not  be  an 
exhibition  of  regional  art.  It  will,  however,  be  an  exhibition  of  art 
by  seven  NEA/SECCA  fellowship  winners  from  the  region. 
Hence  the  title  of  the  exhibition,  the  Southeast  Seven. 

Perhaps  the  common  thread,  the  unifying  factor,  running 
through  this  exhibition  is  that  the  pieces  shown  are  serious 
works  by  competent  artists.  That  competency  is  assured  by  the 
objective  nature  of  the  selection  process  which  results  in 
awarding  grants  to  the  artists  whose  works  are  represented  in 
the  show.  The  panel  of  jurors  which  adjudicates  the  thousands 
of  slides  submitted  by  over  800  artists  does  not  concern  itself 
with  curating  an  exhibition.  The  jury's  foremost  concern  is  with 
the  overall  quality  of  the  work;  taken  into  account  is  the 
concept  of  the  given  body  of  work,  the  artist's  translation  of 
that  concept  into  an  art  form  or  medium,  and  the  process  by 
which  the  artist  arrives  at  a  finished  work. 

Due  to  the  manner  in  which  the  artists  are  selected  to  exhibit 
work  in  this  show,  the  exhibition  is  almost  assuredly  to  be 
marked  by  variety.  The  Southeast  Seven  exhibition  is  without 
question  the  most  uncohesive  show  on  SECCA's  annual 
exhibitions  calendar.  In  spite  of  this  lack  of  a  unifying  theme,  the 
exhibition  generates  excitement  because  in  it  we  expect  to  see 
some  of  the  best  work  being  produced  by  artists  living  and 
working  in  the  Southeast  region.  In  the  1982  version  of  this 
continuing  series  of  exhibitions,  the  panel  selected  three 
painters,  three  sculptors  and  a  photographer. 

This  exhibition  is  significant  for  painter  Maud  Gatewood  of 
Yanceyville,  North  Carolina,  in  that  in  this  show  her  painting 
shifts  direction  somewhat.  Included  in  the  body  of  work 


is  quality 


exhibited  in  the  Southeast  Seven  V,  works  that  were 
completed  over  an  1  8-month  period,  are  a  series  of  landscape 
paintings  and  another  group  of  paintings  that  incorporate  the 
human  figure  in  landscape.  The  subject  matter  in  Gatewood's 
paintings  is  drawn  from  her  surroundings.  She  does  not  paint 
direct  and  does  not  paint  from  photographic  images  or  slides; 
her  subjects  don't  really  exist  as  she  paints  them.  She  may  lift  a 
barn  from  a  setting  familiar  to  her  and  juxtapose  it  in  a  painting 
alongside  a  woodpile  or  herd  of  cattle  from  a  completely 
different  site.  That  is  not  to  say  that  either  the  barn,  woodpile  or 
cattle  may  exist  as  she  paints  them;  she  has  produced  what 
might  be  called  composite  images  from  a  rural  landscape  she 
knows  well.  "Nothing  is  specific  about  the  subject  matter," 
Gatewood  said.  Her  treatment  of  the  subject  is  not  realistic; 
rather  it  is  simplified,  in  some  paintings  to  much  greater  degree 
than  in  others.  But  her  subjects  are  representational  and  easily 
identifiable  by  the  viewer. 

In  the  late  1  950s  and  early  1  960s  Gatewood  was  doing 
figurative  paintings.  She  abandoned  her  more  painterly 
figurative  approach  for  landscape.  Her  paintings  became 
progressively  hard  edge,  flat  and  stylized.  She  developed  from 
the  landscape  paintings  a  style  she  has  become  identified  with 
over  the  past  twenty  years.  Her  subjects  are  as  much  an 
identifying  mark  on  her  work  as  her  style  of  painting;  however, 
the  artist  regards  the  subject  primarily  as  a  vehicle  for 
manipulating  the  paint,  for  creating  a  design.  Gatewood's 
paintings  contain  much  abstraction.  She  derives  pattern  from 
the  rural  landscape.  In  some  of  her  works  the  patterning  alone 
when  isolated  cannot  be  readily  identified  as  subject  matter. 
Only  when  seen  in  relationship  to  the  whole  picture  do  these 
patterns  take  on  another  meaning. 

It  wasn't  until  the  summer  of  1981  that  Gatewood  began 
incorporating  the  human  form  in  her  work  again.  "We  gradually 
shift  and  change,"  the  artist  said,  "moving  on  to  something 
else." 


Gatewood  is  concerned  with  the  visual  and  therefore  has  little 
to  say  about  her  work.  She  organizes  the  subject  matter  on 
canvas  in  'designs  that  are  distinctly  Gatewood  and  leaves  the 
viewer  to  interpret  her  work  as  he  or  she  may.  Gatewood's 
work  has  a  rural  flavor,  but  it  is  not  necessarily  peculiar  to  the 
South;  it  could  just  as  well  be  about  the  New  England  or  the 
Mid-Western  landscape. 

Gatewood's  controlled  paintings  are  in  sharp  contrast  to  the 
work  of  painter  Ann  Harding  of  Baton  Rouge,  Louisiana. 
Harding's  work  also  employs  the  figure — sometimes  animal — 
motif  in  quick  gesture  brush  work.  Her  palette  is  ambiguous  and 
her  spatial  considerations  are  equally  ambiguous. 

From  her  early  paintings,  Harding's  work  has  been  figurative. 
Her  approach  was  to  begin  a  painting  by  drawing  with  a 
general  idea  in  mind  as  to  what  the  finished  product  would  be — 
two  standing  figures,  a  seated  woman,  etc.  The  canvases  grew 
out  of  this  initial  drawing  impulse.  The  artist  said,  "Although  my 
painting  has  always  been  done  spontaneously  and  intuitively,  in 
my  recent  work,  I  have  freed  myself  from  even  that  initial 
directive  of  a  linear  gesture." 

Knowing  that  her  imagery  will  again  be  figurative,  the  artist 
begins  with  no  precise,  preconceived  image  in  mind.  "Where 
my  paintings  will  lead  is  as  unknown  to  me  as  is  the  finished 
image  of  each  new  canvas,"  Harding  said  of  her  work. 
"Although  human  reference  will  probably  be  present,  I  am 
working  towards  and  hoping  for  a  greater  degree  of 
abstraction."  In  Harding's  paintings,  not  unlike  in  Gatewood's 
work,  the  artist  is  flirting  with  abstraction.  Harding's  imagery  is 
less  controlled  than  that  of  Gatewood;  it  is  more  spontaneous, 
more  emotional  and,  in  many  cases,  requires  more  of  the 
viewer. 

Harding's  surfaces  are  active  and  alive  with  paint.  The  artist  is 
searching  for  a  subject  to  emerge  from  the  painting  activity. 
This  exploration  on  the  part  of  Harding  allows  new  shapes  to 
emerge  from  the  apparent  random  placement  of  color. 

The  third  of  the  painters  in  the  exhibition,  Irene  Pijoan,  who 
now  lives  in  New  Mexico  but  was  living  in  Georgia  when  the 
NEA/SECCA  fellowship  was  awarded,  represents  yet  another 
approach  to  painting.  She  adds  the  third  dimension  of  relief  to 
her  paintings,  some  of  which  become  more  sculpture  than 
painting. 

In  this  exhibition  there  are  two  sets  of  work;  each  contains  four 
pieces.  Works  from  the  second  set  were  produced  from  the 
same  mold  as  the  works  in  the  first  set.  One  set  of  works  is 
cast  from  bronze  with  the  application  of  other  media  and  the 
second  set  is  cast  in  wax.  Paint  is  applied  to  both  sets.  The 
artist  approaches  her  painting  like  a  sculptor.  She  first  models 
her  subject  in  clay  and  forms  the  molds  from  which  the  wax  or 
bronze  castings  will  be  poured.  Generally  the  figures  in  her  work 
will  be  in  relief  rising  out  of  a  flat,  painted  background. 

All  Pijoan's  pieces  in  this  exhibition  are  portraits;  the  thrust  of 
her  work  for  the  past  two  years  has  been  portraiture  with  many 
being  self-portraits.  "I  want  to  focus  on  the  here  and  now.  .  . 
what's  happening  with  me  now,"  the  artist  stated.  Her  earlier 
work  was  narrative  featuring  figures  that  were  androgynous  in 
nature;  the  paintings  depicted  dramatic  situations  frozen  on 
canvas.  For  the  subjects  in  her  paintings,  Pijoan  has  taken  a 
more  personal  approach.  She  has  turned  to  her  friends  as 
subjects  for  her  portraits.  "Even  among  my  close  friends,  there 
are  only  a  few  who  have  all  the  characteristics  I  am  looking  for 


in  my  subjects,"  Pijoan  said. 

The  artist,  in  dealing  with  portraiture,  develops  works  that  have 
a  tactile  quality.  The  faces  and  flesh  areas  of  her  paintings  have 
a  translucent  quality  that  makes  the  viewer  want  to  touch  the 
surface.  The  soft  appearance  of  the  flesh  areas  is  achieved  by 
use  of  wax  and  pure  pigment.  To  achieve  the  translucence 
Pijoan  produces  a  resist  by  rubbing  chalk  powder  into  the  wax 
surface. 

The  works  in  this  exhibition  represent  a  strong  turn  toward 
sculpture.  Pijoan  earned  her  masters  in  sculpture  four  years  ago 
and  has  been  painting  since.  The  three  pedestal  pieces  in  this 
show  signify  Pijoan's  transition  from  painting  back  to  high  relief. 
Her  latest  pieces  are  more  sculpture  than  painting. 

It  is  difficult  to  recognize  in  the  two  sets  of  works  in  this 
exhibition  which  pieces  were  created  from  the  same  mold.  On 
the  heavily  patinaed  bronze  pieces  the  artist  has  painted  bronze 
color  over  the  bronze  cast.  Other  materials  have  been  applied 
as  well  tending  to  create  an  illusion. 

The  artist's  titles  for  these  two  sets  deal  primarily  with  fluids. 
"The  idea  of  the  fluids  is  to  deal  with  life  by  letting  it  flow  from 
day  to  day.  Things  are  always  in  a  flux,"  Pijoan  said,  "and  we 
try  our  best  to  manipulate  them.  We  can't  but  we  try.  The  main 
thing  is  to  let  things  run  their  natural  course.  .  .let  them  flow." 
The  artist  applies  that  philosophy  to  her  process  of  making  art. 
Her  pieces  never  turn  out  according  to  her  initial  concept.  She 
starts  working  on  a  painting  and  lets  it  take  a  direction  all  its 
own.  "The  pieces  turn  out  1  GO  percent  different  from  how  I 
think  they  will  look." 

The  work  of  Southeast  Seven  artist  Candice  Carson  of  Atlanta 
deals  with  light,  space  and  movement.  For  this  exhibition,  she 
has  created  another  work  in  her  "Transposition"  series.  It 
consists  of  an  installation  of  mirrors,  an  artificial  light  source  and 
graphic  arts  tape  within  a  controlled  environment.  The  mirrors 
are  carefully  positioned  on  the  floor  of  the  large  sheetrock  box 
so  that  they  reflect  the  light  from  the  500-watt  incandescent 
light  overhead. 

Carson's  work  is  a  study  in  subtlety.  The  piece,  meant  to  be 
viewed  only  from  one  side,  at  first  glance  appears  stagnant. 
The  viewer  is  expected  to  initiate  the  movement  in  the  piece 
and  soon  discovers  that  by  moving  front  to  back  or  left  to  right 
the  piece  begins  to  change  as  the  viewer  moves  in  relation  to  it. 
The  viewer  becomes  the  motor  of  the  piece. 

Carson  controls  what  the  viewer  sees  by  her  meticulous 
placement  of  the  mirrors  and  the  hand-shaded  strips  of  white 
tape.  Only  the  tape,  the  white  wall  and  the  light  itself  are 
reflected  in  the  two-foot  square  mirrors.  Because  of  the  manner 
in  which  the  tape  is  shaded  with  markers,  the  tape  appears  at 
times  to  pulsate,  to  move  into  and  out  of  the  wall. 

The  artist  explained  that  she  strips  the  environment  of  color  to 
eliminate  confusion  on  the  part  of  the  viewer.  The  work  at  first 
appears  quite  simple.  It  is  only  after  the  viewer  participates  in 
the  piece  that  he  realizes  the  complexity  of  the  work.  There  are 
very  basic  principles  at  work  in  the  piece  dealing  with  reflection 
of  light  and  divisions  of  space  with  light  and  dark,  positive  and 
negative.  This  transposition  redefines  the  space  and  reorients 
the  viewer;  it  alters  the  normal  order  of  things  and  creates  a 
new  "language"  for  viewing.  At  first  the  wall  appears  flat;  close 
examination  reveals  divided  space  and  depth,  added 
dimensions  created  by  the  use  of  light  and  dark  tape. 


The  reflections  and  the  motion  are  the  strongest  elements  in 
the  piece.  Light  patterns  overlap  and  interplay  as  the  viewer 
moves  about  the  piece.  The  reflections  appear  to  be  flat,  but 
the  more  the  viewer  examines  the  light  patterns,  the  more 
levels  he  will  distinguish.  Spaces  will  appear  between  the  flat 
areas.  "My  work  is  about  the  illusion  of  space  reflecting  reality," 
Carson  said.  "It  is  important  for  the  viewer  to  notice  things  in 
the  work  that  will  lead  him  to  another  level  of  understanding 
and  the  philosophy  of  the  piece." 

Ceramic  sculptor  Christine  Federighi  of  Miami,  Florida,  has  a 
more  literal  approach  to  her  work.  The  series  of  clay  objects  in 
this  exhibition  resulted  from  a  recent  stay  in  Cortona,  Italy.  The 
narrative  pieces  exemplify  a  world  foreign  to  the  artist.  They  are 
her  observations,  her  sketches  of  Italian  street  situations  drawn 
from  her  memory. 

"The  farther  away  in  time  I  get  from  the  trip,  the  more  my 
memory  changes,"  Federighi  observed.  "The  more  fanciful  the 
work  has  become." 

The  sculptures,  all  telling  a  story,  contain  heavy  surface 
decoration  and  brush  application  of  glazes,  some  of  which  are 
very  detailed  and  some  of  which  are  more  loosely  defined.  All 
pieces  contain  building  structures,  an  ambiguous  architecture. 
The  figures  and  animals  in  the  work  are  distorted  in  their 
relationship  to  the  landscape.  The  artist's  attitude  about  the 
work  in  this  series  comes  from  "being  in  a  situation  I  really 
didn't  understand.  There  was  a  certain  ambiguity  about  the  land 
and  the  culture.  These  pieces  represent  some  kind  of  narrative 
about  my  experiences  in  Italy,  but  I  don't  understand  quite 
what." 

The  Italian  inspired  pieces  are  quite  different  from  work 
Federighi  has  produced  in  the  past.  "But  it's  not  a  new 
direction;  I  always  work  in  series  based  on  personal 
experiences,"  the  artist  said.  "Like  my  previous  work,  these 
pieces  are  narrative."  The  relationships  of  the  imagery  differ 
from  her  prior  work,  but  this  work,  like  her  previous  work, 
retains  its  naive  quality. 

Federighi  has  been  working  in  clay  since  1  969.  She 
abandoned  functional  pottery  four  years  ago  when  her  work 
became  more  involved  with  surface  decoration  and  interest  in 
form  drove  her  away  from  the  functional  aspect  of  her  work. 
Her  interest  in  American  Indian  art  and  culture  lead  her  to  start 
creating  environments  with  clay  objects,  and  the  narrative 
aspect  was  introduced  in  her  work. 

Robert  Lyon,  a  Baton  Rouge,  Louisiana,  sculptor,  has  work  in 
this  exhibition  which  deals  with  yet  another  aspect  of  sculpture. 
His  multi-media  pieces  are  concerned  primarily  with  form,  in 
how  the  pieces  occupy  space,  and  in  what  manner  the  work 
relates  to  the  viewer. 

Lyon's  work,  which  in  the  past  has  addressed  the  architectural 
house  form,  in  this  exhibition  has  turned  to  objects  such  as 
furniture  for  its  reference.  Like  furniture,  many  of  the  works  are 
placed  directly  onto  the  floor  where  the  viewer  is  forced  to 
encounter  them  much  as  he  would  furniture.  One  piece  is  even 
entitled  "Stool  Piece,"  an  obvious  reference  to  the  footstool.  All 
the  works  convey  the  idea  of  the  container. 

Lyon's  pieces,  while  appearing  to  be  giant  clay  forms,  actually 
only  use  clay  as  surface  decoration.  The  basic  support  for  and 
structure  of  the  works  is  plywood.  The  wood  forms  are 
covered  with  a  combination  of  clay  and  household  glue  which  is 


allowed  to  dry  at  room  temperature.  The  clay-glue  mixture 
hardens  much  like  fired  clay.  Nails  and  sometimes  other  objects 
are  applied  to  the  surface,  at  times  creating  grid-like  patterns.  In 
these  works  the  artist  has  used  paint  over  the  clay  surface  as 
additional  ornamentation. 

Lake  Helen,  Florida,  photographer  Anna  Tomczak's  work  relates 
back  to  the  narrative  aspect  of  the  work  of  Federighi.  It  depicts 
situations  in  which  people  have  been  present  and  have 
interacted  with  objects  and  the  environment. 

She  manipulates  the  photographic  images  she  produces 
through  the  use  of  hand-coloring  and  photo  emulsion  dyes.  Her 
palette  consists  of  muted,  subtle  and  watered  down  color. 
While  concerned  with  color  application  in  her  photographs, 
Tomczak  generally  masks  out  areas  in  the  coloring  process 
which  will  remain  black  and  white,  allowing  the  silver  of  the 
photo  emulsion  to  exist  primarily  in  the  metallic  and  white  areas 
of  her  pictures. 

The  photographer  generally  sets  up  her  subjects — be  they  still 
life  or  figurative.  Occasionally  she  finds  a  situation  worthy  of 
photographing  as  is;  however,  most  of  her  images  are  staged. 
In  the  past  year  she  has  moved  from  primarily  still  life 
photography  to  works  dealing  with  the  human  figure. 

"I  photograph  objects  that  are  pleasurable  and  familiar  to  me," 
Tomczak  said.  "The  materials  I  photograph  have  become 
nostalgic  and  timeless."  Her  treatment  of  the  subjects  in  her 
work  is  sensitive,  even  sensuous.  To  the  artist  her  pictures  are 
symbolic  in  the  sense  that  they  communicate  something 
specific  to  the  viewer  about  a  given  situation. 

For  several  years  Tomczak  purposely  omitted  people  from  her 
work;  however,  a  human  presence  was  felt.  In  that  respect  her 
images  were  narrations  about  timeless  situations.  Her  latest 
work  involves  the  use  of  the  torso,  draped  with  material  or 
photographed  with  an  object  such  as  a  large  leaf.  Tomczak's 
work,  despite  its  subject  matter,  has  a  certain  identity;  it 
possesses  a  certain  tonal  quality  and  a  fanciful  affinity  for 
subject  matter. 

Tomczak,  in  addition  to  presenting  the  photo  image  artfully,  is  a 
craftsman.  The  quality  of  her  prints  is  superb  and  her  color 
manipulation  with  oils,  watercolors  and  dyes  is  expert.  She  is 
currently  working  on  her  thesis  project  at  the  University  of 
Florida;  it  will  deal  with  hand-coloring  techniques  in  black  and 
white  photography. 

The  Southeast  Seven  V  is  principally  an  exhibition  in  contrasts. 
More  contrasts  can  be  drawn  in  the  works  shown  than  can 
comparisons  be  made.  There  are  some  relationships  in  the 
work.  Federighi  and  Tomczak  deal  with  narrative  situations; 
both  sculptor  and  photographer  draw  from  personal 
experiences  and  let  their  works  tell  a  story.  Gatewood,  Harding 
and  Pijoan  are  all  painters  working  to  some  degree  with  the 
human  figure  but  each  has  a  different  way  of  interpreting  the 
figure  and  presenting  it  to  the  viewer.  Both  sculptors  Lyon  and 
Carson  are  dealing  with  concepts  that  demand  something  of 
the  viewer,  but  similarities  in  their  work  stop  there. 

The  purpose  of  the  Southeast  Seven  V  exhibition  is  not  to 
demonstrate  to  the  viewing  public  that  SECCA  can  mount  an 
exhibition  with  a  common  theme  or  medium.  The  real  purpose 
is  to  honor  the  individual  fellowship  winners  with  an  opportunity 
to  show  their  latest  work  alongside  the  work  of  their 
colleagues.  The  only  common  denominator  is  quality. 


The  NEA/SECCA  Panel 

Joe  Bova/Baton  Rouge,  Louisiana 
Tom  Hammond/Athens,  Georgia 
Doris  Leeper/New  Smyrna  Beach,  Florida 


SECCA  Director  Ted  Potter  (right)  looks  on  as  NEA/SECCA  panel  mennbers  (from  left)  Tom  Hammond,  Doris 
Leeper  and  Joe  Bova  complete  the  evaluation  process  which  resulted  in  selection  of  recipients  for  the  fifth 
annual  Southeastern  Artists  Fellowships. 


Notes  from  the  Panel 


Joe  Bova:  I've  thought  a  great  deal  about  my 
experience  of  functioning  as  a  NEA/SECCA  panel  member.  The 
most  important  point  to  me  is  the  equitable  system  used  by 
SECCA  and  the  professionalism  of  everyone  involved  in  the 
process.  I  was  most  curious  about  this  because  I  have  been 
crying  "cronyism"  and  generally  complaining  about  many  of  the 
NEA  fellowships  as  well  as  the  scarcity  of  the  awards  in  the 
South.  Now  I  find  myself  potentially  on  the  other  end  of  that 
accusation  because  two  of  the  seven  recipients  this  year  are 
not  only  from  my  city.  Baton  Rouge,  but  are  on  the  faculty 
where  I  teach. 


unanimously  considered  fellowship  material.  Selecting  the  final 
seven  was  tough,  hard  business.  The  problem  obviously  was 
that  we  could  have  given  1  5  fellowships  instead  of  seven,  and 
they  all  would  have  gone  to  deserving  artists.  After  the  final 
decision  the  panel  learned  names,  the  states  where  the  artists 
lived,  and  their  sex.  The  fact  that  we  had  chosen  six  women 
and  one  man  was  a  complete  surprise. 


To  those  artists  who  didn't  receive  fellowships,  I  would  like  to 
say  keep  at  it.  To  the  seven  fellows  for  1981,  congratulations. 


I  thought  a  lot  about  discussing  this  subject — why  be  so 
candid — but  before  I  received  my  fellowship  I  was  always 
suspicious  about  "friends  taking  care  of  friends."  Year  after  year 
when  I  got  my  rejection  I  would  think  that  the  problem  is  the 
work  is  not  getting  looked  at  because  no  one  knows  me. 
Perhaps  there's  a  germ  of  truth  to  that  thought.  Sometimes, 
too,  a  single  juror  can  be  unreceptive  to  a  particular  style  or 
direction  of  work.  The  SECCA  panel,  however,  through  its 
procedural  system,  is  critically  fair,  professional  and  ethical. 

After  looking  at  865  applicants  for  the  fellowships  with  the 
panel,  I  know  that  the  work  that  deserves  a  second  look,  gets 
it.  In  my  case,  I'd  like  to  think  my  work  got  some  second  looks 
during  the  years  before  I  won  the  fellowship.  I  knew  I  had  made 
significant  progress  since  1978.  And  it  was  great  to  get 
$2,000  worth  of  critical  reenforcement. 

Besides  the  growth  I  had  experienced  in  my  work,  I  had  learned 
something  else  very  important:  how  to  make  slides.  .  .good 
slides.  Slides  should  be  truthful  about  the  work  and  not  intrude, 
photographically,  on  the  viewer.  Recently  I  have  read  several 
jurors'  statements  that  said  artists  had  become  such 
accomplished  photographers  that  it  was  difficult  to  know  if  the 
art  work  wasn't  being  over  represented.  I  know  I  saw  a  few 
applicants  whose  slides  eliminated  them.  A  few  were  so  bad 
you  couldn't  be  certain  which  object  in  the  photograph  was  the 
art  work.  These  were  exceptions,  of  course,  but  I  was  surprised 
to  see  them. 

So,  what  about  cronyism?  The  best  I  could  have  done  for  any 
friend  of  mine  was  get  them  a  second  look.  But  getting  from 
one  of  865  to  one  of  seven  is  something  else.  After  hours  of 
looking  and  saying  "yes"  or  "no"  there  seemed  to  me  to 
emerge  a  sense  of  the  panel  which  was  greater  than  the 
individuals  comprising  it.  There  were  several  artists  who  were 


Tom  Hammond:  It  was  a  privilege  to  view  slides 
that  must  certainly  represent  a  powerful  and  honest  cross 
section  of  art  in  the  Southeast.  Almost  all  works  had  a  quality 
of  merit.  Many  deserved  an  award  of  some  degree. 

Sifting  through  so  much  excellence  to  grant  seven  fellowships 
was  tough  going.  The  gradual  elimination  of  entries  caused 
some  empathy  with  the  applicants  who  bit  the  dust.  (I've  had 
my  share  of  rejects.)  This  responsibility  also  helped  me  acquire  a 
new  respect  for  jurors  and  for  the  merit  of  competition. 

Insight  was  gained  into  what  appears  to  be  evolving  in 
southeastern  art.  I  am  happy  to  report  that  imitations  from  art 
magazines  are  not  the  order  of  the  day.  Nor  are  artists  bumping 
around  doing  the  routine  labored  detail  of  saccharin  sweet 
subject  matter.  I  did  not  view  a  southern  school  of  art,  but  I  did 
detect  a  southern  movement  in  art.  The  ingredients  of  this 
movement  seem  to  manifest  color,  humor  and  a  very 
personalized  imaginative  imagery.  The  situation  evoked  a 
recurring  question  for  me.  If  I  had  it  to  do  again,  would  I  select 
the  same  seven?  My  answer  remains  "yes." 

Dons  Leeper:  As  a  panelist  at  SECCA,  I  was  again 

struck  by  the  fair,  apolitical  and  thorough  selection  process 
pursued  to  identify  the  artists  for  the  year's  Southeast  Seven 
Fellowships.  Ted  Potter's  insistence  on  that  same  high  level  of 
quality  and  professionalism  for  all  programs  emanating  there 
has  been  a  major  factor  in  SECCA's  rise  to  national  prominence. 
With  innovative  and  exciting  things  yet  to  come,  SECCA's 
contribution  to  the  arts  is  already  beyond  measure.  The 
individuals,  corporations  and  foundations  that  have  contributed 
,to  the  center's  development  should  feel  richly  rewarded. 


Born: 

1  948 

Education: 

B.A.,  University  of  Georgia,  Athens,  1  970 
B.F.A.,  Georgia  State  University,  Atlanta,  1977 
M.F.A.,  Georgia  State  University,  Atlanta,  1  980 

Grants  and  Fellowships: 

NEA/AAWC  Artists  Grant,  1981 

Artists  Grant,  Telfair  Academy  of  Art,  1981 

NEA/SECCA  Southeastern  Artists  Fellowship,  1  981 

Selected  Exhibitions: 

Transpositions,  Georgia  State  University,  Atlanta,  1  980 

Artists  in  Georgia,  The  High  Museum  of  Art,  Atlanta,  1  980 

Artists  in  Georgia,  Telfair  Academy  of  Art,  Savannah,  Georgia,  1981 

Transposition:  Split-Second  Infinity,  Atlanta  Art  Workers  Coalition,  Atlanta,  1  981 


Catalog  of  the  Exhibition 

TRANSPOSITION  1982 
Mirrors,  Light  and  Tape 
365.8x731.5x243.8  cm 


The  reproduction  in  this  catalog  is  of  a  previous  installation  entitled 
TRANSPOSITION:  OVERLAPPING  INTERSPACE  1981,  Mirrors 
and  Light  304.8  x  426.7  x  243.8  cm 


Stagnant  stay 
and  move  beyond 
through  portals  plenty 
and  darkened  dawn 

altered  senses 
unchanged  remain 
and  time  arrests 
while  moments  gain 

depart  attend 
a  dubious  date 
when  self  perceives 
another  state 


Candice  M.  Carson 


Born: 

1949 

Education: 

B.F.A.,  Cleveland  Institute  of  Art,  Ohio,  1972 
M.F.A.,  Alfred  University,  New  York,  1  974 

Teaching  Experience: 

Associate  Professor  of  Art,  University  of  Miami,  1  974 — present 
University  of  Georgia  Studies  Abroad  Program,  Cortona,  Italy,  1  981 

Lectures  and  Workshops: 

Virginia  Commonwealth  University,  Richmond,  1980 
Mankato  State  College,  Mankato,  Minnesota,  1  980 
Valencia  Community  College,  Orlando,  Florida,  1  980 
University  of  Georgia,  Athens,  1  98 1 
Florida  School  for  the  Arts,  Palatka,  Florida,  1981 

Grants  and  Fellowships: 

Florida  Fine  Arts  Council,  Individual  Artist  Grant,  1  979 
Art  and  Humanities  Grant,  University  of  Miami,  1979 
NEA/SECCA  Southeastern  Artists  Fellowship,  1981 

Selected  Exhibitions: 

Ceramic  Invitational,  Ohio  University,  Athens,  Ohio,  1  977 

NCEA  Supermud  Invitational,  Pennsylvania  State  University,  University  Park,  1  979 

One-person  Show,  Valencia  Community  College,  Orlando,  Florida,  1  980 

One-person  Show,  Stetson  University,  Deland,  Florida,  1980 

One-person  Show,  Gallery  at  24,  Miami,  Florida,  1  981 

Ceramic  Sculpture,  Towson  State  College,  Towson,  Maryland,  1  981 

Regional  ACC  Ceramic  Invitational,  University  Museum,  University,  Mississippi,  1981 

Viewpoints,  Grossmont  College,  El  Cajon,  California,  1  981 

Animal  Imagery,  Renwick  Gallery,  Smithsonian  Institution,  Washington,  D.C.,  1981 
Paint  on  Clay,  John  Michael  Kohler  Art  Center,  Sheyboygan,  Wisconsin,  1  981 

Selected  Commissions: 

Art  in  Public  Places,  Women's  Detention  Center,  Miami,  Florida,  1976 

Art  in  Public  Places,  Animals  for  Dade  County  Zoo,  Dade  County,  Florida,  1  980 
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SECRET  WORDS  1981 
Ceramic 

30.5X  40.6x33  cm 

UP  THERE  1981 
Ceramic 

45.7x45.7x22.9  cm 

SECRET  DOOR  1981 
Ceramic 

55.9x35.6x22.9  cm 

DOGS  BARKING  AT  MY  WINDOW 

Ceramic 

68.6  X  50.8  X  43.2  cm 
WHO'S  OUT  THERE    1  98 1 

Ceramic 

73.7x55.9x27.9  cm 

MEMORY  SLEEP  1981 
Ceramic 

53.3x38.1  X22.9  cm 

SONODORO  1981 
Ceramic 

27.9x63.5x25.4  cm 


7. 


8. 


1981 


MASKED  MEN  APPEAR 
WHEN  LEAST  EXPECTED 

Ceramic 

73.7x30.5x20.3  cm 


Work  reproduced  in  catalog 


1981 


Christine  Federighi 


I  enjoy  tine  visual  vitality  of  folk  art, 
ethnographic  art  and  religious  art  of  various 
cultures.  I  am  intrigued  by  the  narrative  to 
these  particular  types  of  art  forms. 


I  want  my  work  to  be  narrative  in  content. 
An  image  evolves  from  the  physical  or 
psychological  encounter  with  an  environment, 
a  group  of  people  or  a  person,  I  become  the 
storyteller. 


The  most  recent  work  comes  from  a  two- 
month  stay  in  Italy.  Images  result  from  the 
difficulty  in  language  communication,  living 
in  a  new  architectural  environment,  seeing 
Roman  and  Renaissance  art  everywhere  and 
bumping  into  contemporary  Italy.  The  images 
were  at  times  secret  like  the  tight  narrow 
medieval  streets  I  walked.  .  .and  at  other 
times  ambiguous  like  a  gesture  that  was 
misunderstood.  And  images  were  familiar, 
like  a  time  link.  .  .or  maybe  it  was  a  dream. 


Born: 

1  934 

Education: 

B.A.,  University  of  North  Carolina  at  Greensboro,  1  954 
iVl.A.,  Ohio  State  University,  Columbus,  1955 

Present  Position: 

Professor,  Averett  College,  Danville,  Virginia 

Grants  and  Fellowships: 

Fulbright  Grant,  Vienna,  Austria,  1962  —  63 

North  Carolina  Arts  Council  Artists  Fellowship,  1  980 

NEA/SECCA  Southeastern  Artists  Fellowship,  1981 

Awards: 

Painting  Award,  American  Academy  of  Arts  and  Letters,  National  Institute  of  Arts  and  Letters,  1972 

Selected  Exhibitions: 

Southeastern  Annual  Exhibition,  High  Museum,  Atlanta,  1  958,  1  964,  1  966—  1  968 
North  Carolina  Artists  Annual,  North  Carolina  Museum  of  Art,  Raleigh,  1  958,  1961,  1  965,  1  966, 
1  968— 1  976 

Art  on  Paper,  Weatherspoon  Gallery,  University  of  North  Carolina  at  Greensboro,  1  965,  1  967,  1  979, 
1  980 

Christmas  Group  Show,  Nordness  Gallery,  New  York,  1  967 

Heath  Gallery,  Atlanta,  1969,  1971,  1974,  1976,  1978,  1980 

Willard  Gallery,  New  York,  1972 

Henri  Gallery,  Washington,  D.C.,  1  976 

Fischbach  Gallery,  New  York,  1978 

Mclntosh/Drysdale  Gallery,  Washington,  D.C.,  1981 

Southern  Women  Artists,  Georgia  State  University,  Atlanta,  1  981 

Selected  Collections: 

North  Carolina  National  Bank,  Charlotte,  Raleigh  and  Winston-Salem 

Coca-Cola  Company,  Atlanta 

McDonald  Corporation,  Oak  Brook,  Illinois 

Emory  University,  Atlanta 

Mint  Museum  of  Art,  Charlotte,  North  Carolina 

North  Carolina  Museum  of  Art,  Raleigh 

REA  Construction  Company,  Charlotte,  North  Carolina 

McLean  Trucking  Company,  Winston-Salem,  North  Carolina 

High  Point  Theater,  High  Point,  North  Carolina 

National  Museum  of  American  Art,  Washington,  D.C. 

R.J.  Reynolds  Tobacco  Company,  Winston-Salem,  North  Carolina 

Weatherspoon  Gallery,  University  of  North  Carolina  at  Greensboro 

Federal  Reserve  Bank,  Boston,  Massachusetts 

Duke  University,  Durham,  North  Carolina 

Federal  Reserve  Bank,  Richmond,  Virginia 

Chase  Collection,  Providence,  Rhode  Island 

Davidson  College,  Davidson,  North  Carolina 
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1 .  OLD  BARN— KENNEDY    1  980 

Acrylic  on  Canvas 
152.4X  182.9  cm 

2.  BESIDE  THE  STORE  1980 
Acrylic  on  Canvas 
76.2x81.3cnn 

*3.    THE  BLUE  RAFT  1981 
Acrylic  on  Canvas 
1  52.4X  1  37.2  cm 

4.  WOOD  YARD  1981 
Acrylic  on  Canvas 

1  22  X  127  cm 

5.  AT  A  SOUTHERN  BEACH  1981 
Acrylic  on  Canvas 

127x  137.2  cm 

6.  COUNTRY  LINE  CREEK— FROZEN     1  98 1 

Acrylic  on  Canvas 
152.4X  182.9  cm 

7.  OLDER  MAN  ON  BALCONY  1981 
Acrylic  on  Canvas 

66x1  27  cm 

*  Work  reproduced  in  catalog 


Maud  F.  Gate  wood 


My  paintings  are  my  statement.  I  make  visual  images  and  am  inept  at  constructing 
supportive  verbal  matter. 


Born: 

1  942 

Education: 

B.A.,  University  of  Minnesota,  Minneapolis,  1966 
M.F.A.,  University  of  Cincinnati,  Ohio,  1  97  1 

Present  Position: 

Associate  Professor  of  Art,  Louisiana  State  University,  Baton  Rouge 

Grants  and  Fellowships: 

Full  Tuition  Fellowship  and  Scholarship,  University  of  Cincinnati,  1  969—  1971 
Louisiana  State  University  Faculty  Research  Grant,  1977 
-    Sabbatical  Leave,  Spring  Semester,  1  9 SO 

NEA/SECCA  Southeastern  Artists  Fellowship,  1  981 

Awards:  ^^^^ 

1  1th  Annual  Prints,  Drawing  and  Crafts,  Purchase  Award,  Arkansas  Arts  Center,  Little  Rock,  1  978 
National  Cape  Coral  Annual  No.  1  2,  Third  Place  Award,  Cape  Coral,  Florida,  1978 
33rd  Annual  Louisiana  State  Art  Exhibition,  Honorable  Mention,  Baton  Rouge,  1978 

35th  Annual  Louisiana  State  Art  Exhibition,  Purchase  Award,  Baton  Rouge,  1  980  ^m^-       oo  i 

45th  National  Mid-year  Show,  Honorable  Mention,  Butler  Institute  of  Annerican  Art,  Youngstown,  Ohio,  1  9«1 
St  Tammany  Art  Association  1  6th  Annual  Exhibit,  Top  Award,  Covington,  Louisiana,  1  981 
Extempo-The  Third  New  Orleans  Extemporaneous  Art  Competition,  First  Place  Purchase  Award/Painting, 
Contemporary  Arts  Center,  New  Orleans,  1981 

Selected  Exhibitions:  ^^^^ 

20th  Exhibition  of  Southwestern  Prints  and  Drawings,  Dallas  Museum  of  Fine  Arts,  Dallas,  Texas,  197b 
All-media  National  Art  Competition,  Houston,  Texas,  1976  .,r.-7oir,-7o 
1  Oth,  1  1th  Washington  &  Jefferson  National  Painting  Show,  Washington,  Pennsylvania,  1  97B,  19/9 
24th' National  Drawing  and  Small  Sculpture  Show,  Ball  State  University,  Muncie,  Indiana,  1978 

1  2th  Annual  National  Drawing  and  Small  Sculpture  Show,  Corpus  Christi,  Texas,  1978 

La  Grange  National  IV,  La  Grange,  Georgia,  1978  n-yn 

2  1  st  Annual  Exhibition  of  Prints  and  Drawings,  Oklahoma  Art  Center,  Oklahoma  City,  1979 
23rd  Annua!  Delta  Art  Exhibition,  Arkansas  Arts  Center,  Little  Rock,  1  980 

37th  Annual  Painting  Competition,  Abilene  Arts  Museum,  Abilene,  Texas,  1  981 

1  981  Biennial  Exhibition  of  Piedmont  Painting  and  Sculpture,  Mint  Museum,  Charlotte,  North  Carolina 
Marietta  National  '8  1 ,  Marietta,  Ohio  oq  -i 

45th  National  Annual  Mid-year  Show,  Butler  Institute  of  American  Art,  Youngstown,  Ohio,  1  9«1 
52nd  Annual  Alabama  Art  Exhibition,  Montgomery  Museum  of  Art,  Montgomen/,  1981 

43rd  Annual  Exhibition  of  Contemporan/  American  Paintings,  Society  of  Four  Arts,  Palm  Beach,  Florida,  1  981 

Selected  Collections: 

IDS  Corporation,  Minneapolis,  Minnesota 
University  of  Cincinnati,  Ohio 
Arkansas  Arts  Center,  Little  Rock 
Louisiana  State  Art  Collection,  Baton  Rouge 
3-M  Corporation,  Minneapolis,  Minnesota 
Pan  American  Life  Center,  New  Orleans 

The  American/Italian  Renaissance  Foundation,  New  Orleans 
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1.  FROG  ON  A  LOG  1980 
Oil  on  Canvas 

129.5X  139.7  cm 

2.  MONKEY  ISLAND  1981 
Oil  on  Canvas 

172.7X  127  cm 

3.  THE  STORM  1981 
Oil  on  Canvas 

142. 2x  198.1 

*  4.    BABOON  UNDER  A  MONKEY  TREE     1  98  1 

Oil  on  Canvas 
1  98.1  X  140  cm 

5.  THE  CAT  ACT  1981 
Oil  on  Canvas 

121. 9x  142.2  cm 

6.  THE  FISH  SHOW    1  98  1 

Oil  on  Canvas 
139. 7x  198.1  cm 

7.  COON  DOG  1981 
Oil  on  Canvas 
141x1  59.4  cm 

8.  HORSE  AND  RIDER    1  98 1 

Oil  on  Canvas 
160.7X  142.2  cm 

9.  MARDI  GRAS  SERIES:  THE  MASCOT  FLOAT 

1981 
Oil  on  Canvas 
1  60x  140.3  cm 

1  O.    THE  ORGAN  GRINDER  AND  THE  MANDRILL 

1981 
Oil  on  Canvas 
1  99.4  X  142.9  cm 

*  Work  reproduced  in  catalog 


My  images  emerge  through  the  act  of 
painting.  I  work  spontaneously,  using  the 
quick  gesture  which  results  in  energetic 
brushwork.  Color  is  an  important  element  in 
my  work,  with  ambiguous  color  shaping  both 
figure  and  space.  Animals  are  engaged  in  their 


Ann  Harding 


activities  or  interacting  with  humans,  with  the 
action  sometimes  enigmatic.  My  fondness  and 
respect  for  my  subject  matter  underlies  the 
effect  of  the  "sense  of  play,"  the  fantasy  and 
the  mystery  in  my  paintings. 


Born: 

1  952 


Education: 

A.  A.,  Mercer  County  Community  College,  West  Windsor,  New  Jersey,  1972 

B.  A.,  Trenton  State  College,  Trenton,  New  Jersey,  1  974 

M.F.A.,  Tyler  School  of  Art,  Temple  University,  Philadelphia,  Pennsylvania,  197  7 

Present  Position: 

Assistant  Professor,  Louisiana  State  University,  Baton  Rouge 

Grants  and  Fellowships: 

Artpark,  Artist-in-residence,  Lewiston,  New  York,  1  980 
NEA/SECCA  Southeastern  Artists  Fellowship,  1981 

Selected  Exhibitions: 

Louisiana  Major  Works,  Contemporary  Arts  Center,  New  Orleans,  1  980 

Red  Stick  Ceramics,  Invitational  Group  Exhibition,  Contemporary  Arts  Center,  New  Orleans,  1  980 
L.S.U.  Clay,  North  Texas  State  University,  Denton,  Texas,  1  980 
The  Marietta  National,  Grover  M.  Hermann  Fine  Arts  Center,  Marietta,  Ohio,  1  980 
Ceramics  Southeast  1  980,  Visual  Arts  Gallery,  University  of  Georgia,  Athens 
Two-person  Exhibition,  Galerie  Simonne  Stern,  New  Orleans,  1  980 
1  980  New  Orleans  Triennial,  New  Orleans,  Museum  of  Art 
One-person,  Artpark,  Lewiston,  New  York,  1  980 

Louisiana  Sculpture  Biennial,  Contemporary  Arts  Center,  New  Orleans,  1  980 
23rd  Annual  Delta  Art  Exhibition,  Arkansas  Arts  Center,  Little  Rock,  1  980 
Ceramics  Southeast  1  981  Invitational,  University  of  Georgia,  Athens,  1  981 

Third  Annual  Paper  and  Clay  Exhibition,  Memphis  State  University,  Memphis,  Tennessee,  1  981 
National  Juried  Exhibition,  Texas  Fine  Arts  Association,  Austin,  1  981 
Mardi  Gras  Group  Exhibition,  Galerie  Simonne  Stern,  New  Orleans,  1  981 
24th  Delta  Art  Exhibition,  Arkansas  Art  Center,  Little  Rock,  1  98  1 

The  Image  of  the  House  in  Contemporary  Art:  Exploring  the  Relationship  of  Art  and  Architecture 

to  Society,  University  of  Houston,  Lawndale  Annex,  Houston,  Texas,  1  981 
Air  and  Ground  Space,  Invitational  Sculpture  Exhibition,  Southeastern  College  Art  Conference,  University 

of  Mississippi,  Oxford,  1981 
Miniature  Exhibition,  Galerie  Simonne  Stern,  New  Orleans,  1  981 

Lake  Superior  '81,  National  Crafts  Exhibition,  Duluth  Art  Institute,  Duluth,  Minnesota,  1  981 

Selected  Collections: 

Mercer  County  Heritage  Commission,  Trenton,  New  Jersey 
Tyler  School  of  Art,  Philadelphia,  Pennsylvania 
Louisiana  School  for  the  Visually  Impaired,  Baton  Rouge 
New  Orleans  Museum  of  Art 

Pan  American  Insurance  Company,  New  Orleans 


Catalog  of  the  Exhibition 


1 .  UNTITLED    1 980 

Clay,  Wood,  Nails,  Thread  and  Paint 
365.8  X  50.8  x  50.8  cm 

2.  UNTITLED  1981 

Clay,  Wood,  Paint,  Paper  and  Pins 
106. 3x76. 3x8  cm 

3.  UNTITLED  1981 

Clay,  Wood,  Nails  and  Rubber 
86.4x81 .3x81 .3  cm 

4.  UNTITLED  1981 

Clay,  Wood,  Nails  and  Rubber 
86.4x81.3x81.3  cm 

5.  UNTITLED    1 982 

Clay,  Wood,  Nails  and  Paint 
64.1  X  101.6x66  cm 

6.  UNTITLED  1982 

Clay,  Wood,  Nails  and  Paint 
77. 5x  148x48.3  cm 

7.  STOOL  PIECE  1982 
Clay,  Wood,  Nails  and  Paint 
53.3x68.6x51  cm 

8.  UNTITLED  1982 

Clay,  Wood,  Nails  and  Paint 
65. 4x  102.2x33  cm 


Work  reproduced  in  catalog 


Confine,  Penetrate,  Enclose, 
Construction,  Structure,  Shell, 
Crust,  Layer,  Coat, 
Texture,  Crack,  Soft, 
Supports,  Legs,  Connections, 
Mythical,  Ritual,  Minimal. 


Robert  Lyon 


Born: 

1  953 

Education: 

B.A.,  University  of  California,  Davis,  1978 
M.F.A.,  University  of  California,  Davis,  1  980 

Grants  and  Fellowships: 

Fellowship,  Skowhegan  School  of  Painting  and  Sculpture,  Maine,  1979 
Regent's  Fellowship,  University  of  California,  Davis,  1  979—  1  980 
Inter-campus  Research  Grant,  University  of  California,  Davis,  1  980 

Ford  Foundation  Grant,  Artist-in-residence,  University  of  Georgia,  Athens,  1  980—  1  981 
Residency  Grant,  Roswell  Museunn,  New  Mexico,  1  98  1  —  1  982 
NEA/SECCA  Southeastern  Artists  Fellowship,  1  981 

Awards: 

California  Annual  State  Fair,  First  Place/Mixed  Media 

YCA  Annual,  Sacramento,  California,  First  Place/Sculpture 

Skowhegan  School  of  Painting  and  Sculpture,  Purchase  Award/Painting 

Selected  Exhibitions: 

Acme  Gallery,  Sacramento,  California,  197  7 

University  of  California,  Davis,  "For  Ourselves— What  It  Is",  Collaboration  with  Martha  Cain,  1977 

HCD/Artspace,  Sacramento,  California,  1978 

Annual  Juried  Show,  California  State  Fair,  Sacramento,  1978 

Richmond  Art  Center,  Richmond,  California,  1  980 

Gorman  Museum,  Davis,  California,  1  980 

Lester  Gallery,  Inverness,  California,  1  980 

Oakland  Museum,  Oakland,  California,  "New  Affirmations",  1  980 

University  of  Georgia,  Athens,  1981 

Clarke-Benton  Gallery,  Santa  Fe,  New  Mexico,  1  981 

Allan  Stone  Gallery,  New  York,  1  981 

University  of  Georgia,  Cortona,  Italy,  1  981 

Gallery  Paule  Anglim,  San  Francisco,  1  981 


Catalog  of  the  Exhibition 

*  1 .    INTRAVENOUS    1  98 1 

Oil  on  Encaustic 
20.3x74.3x  12.1  cm 

2.  UNDERTOW  1981 
Oil  on  Encaustic 

30.5  X  35.6  X  1  1 .4  cm 

3 .  CLEAR,  TRANSPARENT  1981 
Oil  on  Encaustic 

53. 3x31. 8x  12.7  cm 

4.  BAD  FAITH  1981 
Oil  on  Bronze 

20.3  X  74.3  X  12  cm 

5.  DAY  MERCURY  1981 
Oil  on  Bronze 

30.5  X  35.6  X  1  1 .4  cm 

6 .  SELECTIVE  VISION  1981 
Oil  on  Bronze 

53.3  X  31 .8  X  1  2.7  cm 

7 .  HARD  WATER  1982 
Oil  on  Encaustic 
83.8x40.6x  14  cm 

8.  MEDICAL  FLUIDS    1 982 

Oil  on  Aluminum 
83.8x40.6x  14  cm 

*  Work  reproduced  in  catalog 


As  a  painter  I  observe,  and  connect  the  within 
to  the  without. 

Much  in  the  work  speaks  to  the  passage  of 
time:  the  existence  of  the  finite  within  the 
infinite;  the  odd  ways  of  history,  memory 
altering  attitudes  and  physicalities.  In 
portraiture,  a  face  is  merely  the  shell 
encompassing  a  million  thoughts  past  and 
future. 

Paintings  are  purposes  gone  askew:  the  act  of 
uttering,  of  positing  always  differs  from  its 
intent.  The  making  provides  a  vehicle  for  an 
interminable  dialog  between  the  work  and 
myself. 

Art  is  a  means  of  exhorting  a  temporary  order 
out  of  chaos.  Yet  order,  by  definition  limited, 
demands  to  be  broken. 

My  job  is  to  remain  fluid,  ever  in  adjustment, 
maintaining  an  appropriate  relation  to  the 
exploratory  process.  It  is  an  attempt  at  finding 
balance  in  vertigo. 


Irene  Pijoan 


Born: 

1  948 

Education: 

B.A.,  Pennsylvania  State  University,  University  Park 

Currently  enrolled  in  M.F.A.  Progrann  at  University  of  Florida,  Gainesville 

Grants  and  Fellowships: 

NEA/FACF  Artist-in-schools,  Volusia  County,  Florida,  1  978—  1  980 
NEA/SECCA  Southeastern  Artists  Fellowship,  1  98  1 

Awards: 

Autumn  Art  Harvest,  Florida,  First  in  Photography,  1  980  r-,     _,  oor^ 

Loch  Haven  Art  Center  Annual  Juried  Exhibition,  Honorable  Mention,  Orlando,  Florida,  1  9BO 

American  Visions,  National  Competition,  Fifth  Place,  New  York,  1  980 

Images  '81,  Best-in-show  Purchase  Award,  New  Smyrna  Beach,  Florida,  1981 

Gasparilla  Arts  Festival,  Honorable  Mention,  Tampa,  Florida,  1  981 

River  City  Arts  Festival,  Top  Award,  Jacksonville,  Florida,  1981 

Selected  Exhibitions: 

Recent  Photographs,  Daytona  Beach,  Museum  of  Arts  &  Sciences,  Daytona,  Florida,  1  980 

Juried  Photography  Exhibit,  Coos  Bay  Museum,  Oregon,  1  980 

56th  Annual  Exhibition,  The  Print  Club,  Philadelphia,  Pennsylvania,  1  980 

American  Visions,  New  York,  1  980—8  1  ^  no  -i 

Florida  New  Decorative  Artists,  Florida  School  of  the  Arts,  Palatka,  1981 

Southern  Women  Photographers,  University  of  Southern  Mississppi,  Hattiesburg,  1  981 

Southern  Exposures,  S.P.E.  Traveling  Exhibit,  1981 

Photography  and  Sculpture  Invitational,  Brandon  Cultural  Center,  Florida,  1  9B1 
Hand-colored  Images,  Gallery  25,  Winston-Salem,  North  Carolina,  1  981 
New  Images,  Front  Street  Gallen/,  Wilmington,  North  Carolina,  1  981 
Hand-colored  Photographs,  Foto  Gallen/,  New  York,  1  981 
Marked  Photographs,  A.  Robert  Samuels  Gallen/,  New  York,  1  981 

Publications: 

Art  Visions,  Inc.,  First  Edition,  "Photography  in  Florida" 
Florida  Directory  of  Photographic  Artists 
Art  Voices  South,  Review 

The  Photograph  Collector's  Guide,  Wilkin  &  London 
Volusia  Photographic  Society,  Journals  1,2,3,  Editor 
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*  1 .    CHAIR  OF  SYMBOLS    1  98 1 

Silver  Print  with  Toners,  Watercolor  and  Dyes 
38  X  38  cm 

2.  ASPARAGUS    1 98 1 

Silver  Print  with  Mordant  Dyes 
38  X  38  cm 

3.  KARIN,  NEW  YORK    1  98 1 

Silver  Print  with  Toner  and  Watercolor 
38  X  38  cm 

4.  LINDINELLE  1981 

Silver  Print  with  Oils  and  Dyes 
45.7  X  38  cm 

5 .  FOLK  DANCER  1981 
Silver  Print  with  Oils 
30.5  X  25  cm 

6.  THE  CYCLIST    1  98 1 

Silver  Print  with  Oils 
25  X  30.5  cm 

7 .  UNTITLED,  FIGURE  STUDY  1981 
Silver  Print  with  Dyes  and  Watercolor 
30.5  X  25  cm 

8.  UNTITLED  1982 
Silver  Print  with  Dyes 
38  X  38  cm 

9.  UNTITLED  1982 
Silver  Print  with  Dyes 
38x38  cm 

10.    UNTITLED  1982 
Silver  Print  with  Dyes 
38  X  38  cm 

*  Work  reproduced  in  catalog 


My  images  have  become  a  rendering  of 
objects,  of  people,  of  a  time  with  which  I  feel 
an  intimacy.  The  utilization  of  my  past  work  in 
film,  theatre  and  painting  are  combined  in  my 
photography— which  itself  has  remained  a 
constant  passion  with  me  for  over  20  years. 
Within  this  melding  I  have  created  the 
problem  of  dichotomy.  In  an  effort  to  remain  a 
purist  to  the  silver  print,  I  use  a  homogenous 


Anna  Tomczak 


application  of  dyes,  toners  and  oils,  hopeful  to 
enhance  without  being  abrasive  to  the  print 
surface.  The  arrangement  of  the  still  life  and 
the  figure  is  an  effort  to  be  effective  with 
contrivance.  My  message  comes  directly  from 
the  reason  we  feel  close  to  someone  or 
something— the  provocative,  the  romantic,  the 
directly  simple  impact  of  beauty. 
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